Introduction
Western film thinking, by which we mean European and North American, dominates the canonical histories of cinema and film theory, as well as the academic discipline of Film Studies. The hegemony of Western thought is particularly evident and problematic in the study of non-Western cinemas, such as that of Japan, which have traditionally been mere objects over which some scholars have applied or demonstrated the effectiveness of Western theories without any critical interrogation of the power relations at work in the production of knowledge. As studied by Yoshimoto Mitsuhiro, 1 Japanese cinema occupies a complex position in this asymmetrical relationship between Western theory and non-Western cinemas and cultures. 2 Through the authorial figures of Japanese directors such as Kurosawa Akira , Mizoguchi Kenji (1898 Kenji ( -1956 ) and Ozu Yasujirō , Japanese cinema was one of the first non-Western national cinemas to be appreciated and theorised in the West. 3 Moreover, the study of Japanese films 'played a significant role in the establishment of film studies as a discrete discipline', 4 hence legitimising the idea of cinema's universal value and consolidating the auteuristic approach in film studies. However, as part of a non-Western culture, Japanese cinema has often been studied by invoking orientalist discourses of Otherness, 'national character' and cultural essentialism that frequently use Western theory to read Japanese texts without taking into consideration the socio-historical and cultural specificities of Japanese cinema and of the theory itself. 5 In turn, the assumption that 'the very notion of theory is alien to Japan' 6 has been problematised in recent years by scholars such as Aaron Gerow 7 and by research projects such 3 as The Permanent Seminar on Histories of Film Theories, which in 2012 held the first-ever conference devoted to the histories of film theory in East Asia. 8 For Gerow, the problem is not merely one of uneven representation (where European and North American authors and their work monopolise the practice of theorising cinema, including Japanese cinema) but it is also a question of defining what is considered film theory. 9 In this regard, he speculates whether film criticism in Japan could not be regarded as a different kind of theorising:
[...] film criticism offered some Japanese thinkers an imperfect alternative to the constraints of theory because it was a practice less defined by theory and thus freer of its monopolization by the socalled West. Talking about individual films, it did not assert as much command of the universal "capacity" of film, which Europe or America always seemed to claim. Weaving between the particular and the general thus became a way to both elude the usual pretensions of 'general' knowledge on the part of Western theorists or academics as well as question definitions of theory. 10 Gerow also points to the work of the Japanese film critic and historian Satō Tadao (1930-) who questions the existence and definition of film theory in Japan by proposing the practical knowledge produced, experienced and transmitted on set as the Japanese way of theorising film:
Where do we find Japanese film theory? Perhaps the succinct words passed in casual conversation from a director's mouth to the ear of an assistant director, or another member of the crew, have been of the greatest consequences to film theory.
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Although, as Gerow suggests, the ideas of Satō are problematic because they naturalise a nationalistic view of Japanese cinema, 12 Satō's interrogation of the content and the concept of film theory in Japan could contribute to a reconsideration of theory which gives voice to other forms of film thinking.
In this regard, the format of the roundtable discussion that we present here provides another example of film thinking inscribed in the everyday practices of Japanese filmmaking and criticism. 13 Called zadankai in Japanese, the transcription of roundtable meetings as written texts was introduced in the pre-war era and remains very popular in journals and magazines today. Among the main characteristics of the zadankai, a format also employed in other art and media criticism in Japan, one could highlight its quasi-informal conversational style. 14 The participants, usually between three and six people, know each other professionally and often, to a certain extent, on a personal level. In a relaxed atmosphere, they discuss a broad topic proposed by the magazine's journalist, who subtly leads the roundtable by highlighting themes or asking specific questions. However, the discussion does not have a fixed structure and is not based on a question-answer format; rather it develops through the intertwined comments of all participants, who can propose new questions and change the topic of the conversation. This impression of a relaxed and private environment is reasserted in the photographs of the zadankai that many Japanese film journals commonly included over the course of the 1950s and 1960s. Participants were indeed typically shown sitting around a table usually laid out with drinks, cigarettes, and sometimes alcohol and food. Since these journals publish the complete transcriptions of the zadankai, the texts may include introductions and diversions from the topic, references to people or events which are left unexplained to the readers, or poorly articulated comments. This, however, reinforces the sense of spontaneity, sincerity and actuality of the film discussion. Alongside Kawakita, film critic and magazine editor Yamamoto Kyōko (1906 Kyōko ( -1996 participates in the discussion through a different perspective on film, outside film practice. These films and the fact that she was able to become a freelance actress in 1950, at the peak of the strictly contracted studio system, illustrate her popularity. In 1955 she married director and writer Matsuyama Zenzō (1925-2016) and her decision not to retire from acting after marriage received wide coverage in the media. At the time of this roundtable, Takamine was one of the top stars in the industry and had also begun a career as an essayist. 19 Despite the disparity in their professional and personal profiles, these four women share a prominent position in the 1960s Japanese film industry. 20 During the zadankai, each one of them openly discusses their gendered experience in production, promotion, distribution and criticism. Their thoughts not only shed light on the wide range of opportunities available to women involved in film-making inside and outside of Japan, but also the professional and personal constraints and concerns which they felt came along with their gender. In this regard, the interest of this roundtable resides not only in its content, but also in the ways such content is articulated. Underneath the surface of comments that may at times seem redundant or ambiguous, one can appreciate the ways in which these women simultaneously challenge and reinforce hegemonic ideologies of gender and nation. An attentive reader may also perceive the humour emanating from a sense of self-consciousness, the internal tensions between them, and the implications their different backgrounds, ages, and personal lives have on their experiences of being women and in the ways they relate to each other.
Through the discussion of those experiences, significant themes arise in the conversation. In the first place, these women's comments and opinions, along with those of Kinema junpō, point out at the dichotomised construction of Japan's national identity and modernity against the Western other. They discuss the position of women in Japanese society and the Japanese film industry in relation to their American and Western European counterparts, which are not only considered as the modern standard against which to define and measure themselves but also as evidence of the shared unfavourable conditions for women in male-dominated fields such as cinema. In this sense, by highlighting the scarcity of women filmmakers and critics outside Japan, the four women at the roundtable emphasise their own professional achievements and their roles as pioneers within Japanese cinema and beyond.
Secondly, their discussion and overall position as women film professionals is mediated by, and reflects on, gender discourses, social transformations and legal reforms, which occurred after Japan's defeat in the Asia-Pacific War (1931) (1932) (1933) (1934) (1935) (1936) (1937) (1938) (1939) (1940) (1941) (1942) (1943) (1944) (1945) . In the early postwar period, in particular during the Allied Occupation of Japan (1945-1952), women's liberation and sexual freedom were considered and promoted as symbols of democracy 21 and the new post-war Constitution (1947) legally introduced gender equality in the realms of the family, employment, education, and political representation, amongst other areas. 22 As
Kawakita, Tanaka et al. explicitly remark, these post-war changes provided women with new opportunities and public positions, but did not fully transform the patriarchal mentality and social dynamics determining gender relations in Japanese society. For instance, the pre-war ideal of the "good wife, wise mother" (ryōsai kenbo) remained influential in Japan for many decades 23 , reinforcing domesticity as the core of normative femininity. 24 Moreover, in the context of the consolidation of a prosperous economy in the 1960s, educational politics and labour regulations discouraged Japanese women from working outside the household. 25 In the film world, the representation of women's liberated bodies and sexuality, here also publicised as a sign of democracy and modernisation, was often a projection of the desires and anxieties of male filmmakers and audiences, 26 while the myth of romantic love imbedded in many studio system productions re-inscribed women into traditional roles of passivity and sacrifice. 27 In this sense, these women's comments on both marital relationships and the social attitudes the film industry confronted them with reflect, but also participate in, the gender discourses and contradictions of 1960s Japan.
Finally, the conversation reveals overlapping layers of gender discrimination at work.
As these women discuss, certain positions, such as that of director or film critic were essentially monopolised by men, and women entering those fields were often considered as a feminine 'Other'. Even women themselves struggled with essentialist ideas of being different to men and, as emerges from the discussion, have contradictory feelings about it. For instance, Tanaka leads discussions on resistance against the marginalisation of women (she feels that the title of 'women filmmakers' is a reductive category), but at the same time the group does not seem to question problematic assumptions such as that film directing is an unsuitable job for women. From a historiographical perspective, this roundtable reminds us that historians and critics have traditionally disregarded or overlooked the work, voices and legacy of outstanding female film professionals, such as the four discussants here. This marginalisation is neither exclusive to Japan, nor a problem of the past now completely overcome. It is a wellworn fact that an increasing number of filmmakers, scholars and critics, continue to challenge elitist, western-and andro-centric forms of representation and new research avenues on 'World Cinema' have emerged at a great speed. 28 In this light, translating this piece of self-reflexive criticism aims to expand on the existing research on both women's filmmaking and non-hegemonic film thinking practices, as well as advancing alternative approaches to the study of cinema and giving voice to figures sidelined by history.
映画における女性の立場 -座談会

Roundtable: the Position of Women in Film
This discussion was originally published in: Kinema Junpō, No. 283, April 1961: 65-68.
Participants:
• Kawakita Kashiko
• Takamine Hideko
The Intrusion of Women KINEMA JUNPŌ -So, I would like to start our conversation gently. For our roundtable today, we wanted to gather a group of women who have worked in cinema for a long time.
We have from the side of the film industry, Mrs. Kawakita, who is involved in the importing and distribution of foreign films in Japan; Ms. Tanaka who, starting as an actress, has already directed a number of films and become the only woman director in Japan; Mrs. Takamine YAMAMOTO -That's right. There might be one or two more, but that's about it.
Kinuyo abroad everyone is very surprised. I hope she works to the best of her potential; I have high expectations for her.
TANAKA -Thank you for your words.
KAWAKITA -There is a relatively high number of women working in the industry. Box is very prolific. Therefore, on the surface, there are comparatively few women standing on the front line, but if you step into the film industry, the position of women as wives is actually very strong. It's very common that instead of talking to the producer, issues will get settled faster if you talk to his wife. That's why when you go to a preview all the wives are there, sitting in a row. You can deeply feel the power of the remarks of these women.
TAKAMINE -In Japan that virtually never happens.
TANAKA -Despite women's emancipation being proclaimed after the war, even fifteen years later it still remains the custom for women to stay at home. So, maybe, that's why it's still thought that women entering and working in male dominated fields are going too far; even us, women, think so...
TAKAMINE -To begin with, when it comes to previews they only send one invitation addressed to the husband. The wife is an appendix, so it's like they are saying 'otherwise don't come'.
TANAKA -Unless this changes, you can't say that women's space is fully recognised. So that's why each time I direct a film, I always hate that what women do is considered as something special. There is this kind of idea. Every time I think of this, I feel much frustration.
The position of women is emphasised only when convenient.
YAMAMOTO -I would like the intrusive image of women to disappear soon. But there is also intrusion in a good way… right? Mrs. Kawakita is a particularly good example of this.
TANAKA -If a wife goes ahead of her husband in Japan, she is soon criticised, isn't she?
YAMAMOTO -As Mrs. Takamine just pointed out, this is a problem of etiquette that must certainly be corrected by making sure that the wife is also invited to previews and meetings.
TANAKA -Something has to be said to women too. Because even if the invitation arrives, women tend to feel reluctant to accept it.
TAKAMINE -They're timid and retiring...
TANAKA -The wife is convinced she's a burden, that she shouldn't go with him. Because that's how she's been educated, after all.
TAKAMINE -Even if it happens that husband and wife go together as a couple to a party,
she will stay in a corner, or even if she's introduced to someone she quickly disappears.
That's not good.
KINEMA JUNPŌ -Before the war, it was even worse, right?
KAWAKITA -Absolutely, much worse. Since the war, in general terms, everything has improved.
TAKAMINE -Nevertheless, it's still easier to work abroad.
KAWAKITA -Because in foreign countries it's commonplace that a married couple will attend events together. But for me, in the pre-war era, it was very difficult to play a public role.
So I couldn't meet the people I wanted to. It's only been after the war that I've been able to meet everybody.
TANAKA -Even if you knew the person, it was not possible to meet someone directly.
TAKAMINE -But in your case, I feel that both of you, the Kawakitas, have always been something socially accepted. Even to the extent that it would feel very strange seeing only one of you. Actually, my husband and I also get that often. Like a manzai comedy duo. 37 KAWAKITA -Yours is really the ideal image of a married couple. Well, one cannot but have high expectations for young people. I think things will gradually improve.
Tenacity
KINEMA JUNPŌ -Just now, it came out in the conversation that there are only a few women directing, but does it mean that work on set is hard labour and thus impossible for women?
KAWAKITA -Well, I think that might be true. Leontine Sagan, for instance, has directed only one film, Girls in Uniform. 38 YAMAMOTO -That's right. There aren't many women who direct more than one film.
KAWAKITA -There are extremely few women who continue to make a second or a third film.
YAMAMOTO -Even doing one film is exhausting, isn't it, Ms. Tanaka?
TANAKA -Yes, very exhausting.
YAMAMOTO -Because it's a kind of physical work.
TANAKA -Even someone as tenacious as Ozu sensei 39 becomes tired for that reason.
TAKAMINE -First of all, you need to be in good health. If you're tired it shows in your work, right?
KAWAKITA -Because if you're tired, you might slight your own work and so on.
KINEMA JUNPŌ -Drawing on this, I would like to ask Ms. Tanaka, what was your motivation to become a director?
TANAKA -Simply speaking, I guess I felt like doing it because I like it. . Moreover, after the war, it became possible for women to do, to a certain extent, many things which they've wanted to do. I also wanted to try something new and one of my motivations was precisely that feeling.
TAKAMINE -I think the most fascinating role is to be a director of course. I think that, regardless of how good actors are, when eventually acting in front of the camera becomes unsatisfactory, actors want to become directors. Is that right? directing and acting are completely different things. 40 But I love cinema, and I realised I couldn't stop myself from wanting to become a director. I guess my ambitions came to the surface.
TAKAMINE -I think acting in front of the camera, and seeing that from behind the camera are two completely different things.
TANAKA -Indeed, very different.
TAKAMINE -That's why I think I could never become a director. Although I do understand why it's interesting.
KAWAKITA -But Ms. Tanaka is so admirable. She has gone so far as an actress and now that it seems that she has reached a comfortable position, she steps into a new challenge. It takes considerable courage to do such a thing. TAKAMINE -But it must have been very hard, right? Even when male actors become directors they are not particularly praised. But when it's an actress, people make a fuss about it just because of the fact that she's a woman.
TANAKA -I hated that. Until now there have been two times in my life in which I've thought 'Should I stop doing films?', and the second one was when I became a director and much was said about it. Being a woman is just so… But no, actually the reason was not the fact of being a woman, but that I had no confidence in myself.
KAWAKITA -That's remarkable; to overcome all that.
TANAKA -However, trying to combine both, acting and directing, can be a problem. In the future, my career will gradually come to an end. But in your case, Mrs. Takamine, you are still fine.
TAKAMINE -Please, don't say such things. I'm also approaching the end of my career.
TANAKA -In my case, the fact is that I wasted the most productive period of my career due to the pause caused by the war. Because in the cinema world, one or two years is a long time.
So after the war I tried to make up for those lost years all at once. This feeling was also at the base of my decision to become a director. As in the case of Mrs. Takamine, the thirties is the most productive age for an actress and also the time for succeeding as a person. I guess directing is my way of rebelling against having lost such an important time period.
KAWAKITA -So it was all that frustration… TAKAMINE -Such a strong determination.
KAWAKITA -Women have indeed great tenacity of purpose. But often their life goes by without being able to fulfil such strong purpose. But it is necessary to do it, and I think those who do achieve it like Ms. Tanaka are admirable.
TAKAMINE -Because without fulfilling her implacable purpose, a woman can still live on.
TANAKA -Well, if I had a family, it would be like 'the hateful age'. 42 Being hated by my daughter and my son-in-law… KAWAKITA -On the other hand, an actress makes more money but for a director, despite all those long days of heavy labour, the remuneration is low. It's by no means easy to decide to accept such big sacrifices and plunge in.
YAMAMOTO -Clearly, it requires tenacity.
The Difficulties of Women Directors
KINEMA JUNPŌ -Mrs. Takamine, have you thought of becoming a director?
TAKAMINE -I get that question often. Being in front of the camera and behind it are clearly two different things so if I go into directing I would have to study again. But I don't really feel like putting so much effort into it.
YAMAMOTO -I have wondered myself if you would also become a director… TANAKA -I would be pleased if Mrs Takamine did so, because the conditions are so favourable for her.
YAMAMOTO -Doesn't your assistance as his wife contribute significantly to Mr.
Matsuyama's work? 43 TAKAMINE -Not at all.
YAMAMOTO -Although you say you stand in front of the camera, in terms of actual experience aren't you thinking about stage direction while you are acting?
TAKAMINE -I guess that's also true.
YAMAMOTO -That's why I think that, of course, you can also direct.
TAKAMINE -But rather than keeping an eye on everything on set, I've always pursued exclusively my own role. So I don't think I could.
KINEMA JUNPŌ -However, the practical work of directing is hard, right?
TANAKA -Ms. Mochizuki 44 has also become a director and talking from her experience she thinks that after all it's not a job for women because it's very hard, not only physically but also psychologically.
TAKAMINE -There are many enjoyable things, but first of all, to lead a crew of fifty or sixty people for a month must be very hard...
KAWAKITA -Yes, at the end it is the director who must keep a tight rein on the set.
TANAKA -Because it's a question of leadership.
YAMAMOTO -Long ago, before directing Love Letter, 45 I met you once, Ms. Tanaka and you already told me then that you wanted to direct. On that occasion, I told you that as a woman director I was sure you would depict women very well, but you answered that it was natural for a woman to understand women and that what you wanted to depict was men from the point of view of women. I was very impressed with your reply and I still remember it very well.
TANAKA -However, I haven't gone that far yet. It didn't go as I thought it would. I can hardly depict women.
KAWAKITA -It must be so difficult to direct men's performances. I'm sure you observe them closely, but yet I guess there are many things about men's habits and moods that you don't understand. KAWAKITA -Most certainly she is. Even without directly saying anything, but certainly tacitly.
TAKAMINE -That might be true. About the clothes and the wording of things.
YAMAMOTO -Well, it would be a waste to limit you to the tasks of a wife! KAWAKITA -Your environment wouldn't allow such a thing, right?
TAKAMINE -But he often uses me as a copyist. Even late at night he makes me write.
KAWAKITA -That is tough assistance work, isn't it?
TAKAMINE -He wakes me up in the middle of the night. And all for free. Whenever he feels like writing, at midnight or whenever, he just does it.
TANAKA -Isn't that also true about Mrs Kawakita?
KAWAKITA -Oh, yes, he also has made me work very hard for him. Even at night, whatever small thing comes across his mind, he says I want to do this or I want to write a letter and for each thing that occurs to him he makes me help him. There's no such thing as a Labour Standards Act for this, is there?
TANAKA -That's being husband and wife, right?
TAKAMINE -It seems he feels uneasy if he has to ask someone else. But on top of that, after making me do all that writing, he tells me 'I'm hungry so cook some rice porridge (okayu)'.
Actually, even when he's not writing, I keep him company until two or three in the morning while he tediously drinks. It seems as if he doesn't take me for his wife. Maybe he thinks of me more as a friend, a friend with a slightly lower status. Not a rival! (Laughter).
KAWAKITA -It is from there that good ideas come to mind. A married couple that can treat each other as friends is ideal.
YAMAMOTO -That might be the first step in the liberation of women.
KAWAKITA -In my case, we're from an older generation so it's difficult to reach that point yet, but the family of Mrs. Takamine is young. TANAKA -I see.
Women's Eyes
YAMAMOTO -However, from now on it should be the case that women must be able to write film reviews, while they have a family and take care of their children as housewives. I know this must be extremely hard, but that's the way I think it should be. Something different will come out of that; something different truly from a woman's perspective. Lately they often call me a film theorist, but it gives me the chills. I consider myself a film critic.
KINEMA JUNPŌ -Mrs. Kawakita, are there many women critics outside Japan?
KAWAKITA -There are many women journalists, but surprisingly few proper critics. In
France there is France Roche. 47 She's a real beauty and she also acts in films, but more than a critic she is a journalist with very good interview skills. But she also writes critiques. Actually she writes some acidic reviews about Japanese films. According to Roche, Japanese cinema is either so beautiful that one can forget about its dullness or so dull that one cannot notice how beautiful it is. It is a sharp criticism, isn't it? This woman is probably the best in France.
YAMAMOTO -There were excellent female critics also in United Kingdom, right?
KAWAKITA -In The Observer and The Sunday Times, two of the main Sunday newspapers, there are two contrasting women running the cinema review sections. One is Lejeune, 48 and the other Dilys Powell. 49 With thirty years of experience, they are such good critics that no man equals them.
KINEMA JUNPŌ -So, for example, in the reviews of those critics, can one appreciate a female point of view?
KAWAKITA -Yes, you can. They are both very different. Lejeune is a sturdy old woman and her writing too is solid like that of a man. Dilys Powell is probably 55 or 56, a very beautiful woman, and has impeccable fashion sense. Powell writes her reviews from a feminine perspective. Sometimes she is prejudiced and subjective… and that probably clicks with women.
YAMAMOTO -That's right. Also in my case, I have to maintain the male quality level pretty much as the standard. But, as there are many male critics I also have to distinguish myself as a woman doing film criticism.
KAWAKITA -I see.
YAMAMOTO -But so far, my ability is not enough.
KAWAKITA -I think your reviews, Ms. Yamamoto, do have that kind of thing. One senses an attentive and sensitive eye.
YAMAMOTO -The important thing is not to write only from a feminine and emotional perspective. You need to have a solid foundation. For some reason or another, I have managed to be considered a film critic but I think it would be good if more and more women could achieve a solid education and start working outside.
Requests to Men
KINEMA JUNPŌ -In France, do many people desire to become filmmakers, or more precisely, young women with a passion for cinema?
KAWAKITA -Do you mean as directors?
KINEMA JUNPŌ -I mean in all fields. For example, among the students at the IDHEC. 50 KAWAKITA -I heard that there are very few in the position of director. The only aspiring director is Ms. Takano, 51 who is now studying there. But there are many women in departments like set design and costume.
TANAKA -All this conversation is making me realise what I've achieved.
KAWAKITA -You're an invaluable example, even worldwide.
TANAKA -In many fields, it takes a longer time to achieve things in Japan. Especially, when it concerns women's progress.
KAWAKITA -Even in office jobs, people presume women will marry off and quit in the near future. That's why they are not considered for jobs with responsibilities as men are.
TAKAMINE -For a while everybody was talking about the two-income model. But lately, the trend of stay-at-home wife is becoming strong again; we're right back where we started.
TANAKA -The status of women in different fields is not necessarily improving year after year.
YAMAMOTO -In this sense, the case of Mrs. Takamine is ideal, moving freely in and out.
KAWAKITA -Your husband must be very understanding.
TAKAMINE -That is very true.
TANAKA -After all, it is up to the partner.
KAWAKITA -If a man considers his wife as a friend or a colleague, he would also be happy if she does a good job. It is a mistake to think of a wife only in terms of domestic chores.
TAKAMINE -I think it's a matter of how you manage each other's vanity and pride. And also it's important to look to at the husband and wife dynamics from other people's perspectives.
YAMAMOTO -The most important thing is, after all, the education of men.
KAWAKITA -From this perspective, you, Ms. Tanaka, are so free. You can make all the decisions alone, based exclusively on your own resolutions.
TANAKA -But, from another perspective, you don't come up with much good wisdom when being alone, either. It's a vicious circle.
TAKAMINE -But even in marriage, when it comes to final decisions you make them alone, by yourself.
TANAKA -That's right too. Probably things would not have gone this way if I had a husband or my parents protecting me. However, the freedom of being alone can sometimes mean doing things freely without knowing oneself well.
YAMAMOTO -Having someone stopping you can sometimes be bad. You might remain like that, unable to move.
TANAKA -However, when I look at someone who has been working on equal terms with men since before the war like Mrs. Kawakita, I feel so encouraged.
YAMAMOTO -From a non-equal position and yet working on an equal basis.
KAWAKITA -We're old-fashioned.
YAMAMOTO -That's also the case of Mrs. Takamine. Although it looks like it's not on equal terms, it is in fact.
TANAKA -It's a matter of personal strength.
KINEMA JUNPŌ -So, our conversation ends here. Thank you very much.
